Introduction
Bir Çalgıcının Seyahati (The travels of a musician) was introduced to the Turkish literary and cultural system as a serial in the newspaper Saadet. 1 It was printed in book form three times prior to the Turkish language reform: a two-volume edition in 1907/1908 [1323] published by Saadet Matbaası and 1921 [1337] and 1926 editions by İkbal Kütüphanesi.
Although none of these editions in Ottoman script included the author's name or the title of * Research assistant at Marmara University, Istanbul; PhDc at Yıldız Technical University, Istanbul. E-mail: hulya.boy@marmara.edu.tr; ORCID ID: https://orcid.org/0000-0002-4491-3560. (Received 22 July 2019; accepted 17 December 2019) 1 This information was provided on the cover of the work's first Ottoman script edition in book form. 2017), Tahir's text was also called a "revision" (Şahin 2005, 2; Tahir Gürçağlar 2008, 228) or "summary" (Çalapala 1972, 5 ) of Tevfik's text. Based on the claim that Tahir performed "the adjustment and transfer not actually from German, but from Mehmet Tevfik's book" (Gündüz 2017, 39) , i.e., "the work's previously published Turkish original" (Çalapala 1972, 5) , this study analyzes the relationship between Tevfik's and Tahir's texts and argues that Tahir's text is an 'intralingual translation' based on the analysis of specific examples of translator decisions throughout the text.
Bir Çalgıcının Seyahati within the Context of Interlingual Translation

Claims
A note from the publisher entitled "Bir Çalgıcının Seyahati Hakkında Bir İzah" (An explanation of Bir Çalgıcının Seyahati) appears on the back cover of the second volume of Bir Çalgıcının Seyahati by Semih Lûtfi. This note includes the following assertion that Bir Çalgıcının Seyahati "is not a translation but an original novel and a genuine Turkish work":
The first edition of the novel Bir Çalgıcının Seyahati, which was published thirtyseven years ago and has enjoyed the highest circulation in our country, contains a notation indicating that it is a translation from German. Few of those who see this note actually know that Sultan Hamid once prohibited the publication of indigenous novels. Because of the prohibition, the author was obliged to place such a notation in the original work in order to pass it through censorship. Now, after nearly half a century, based on the strongest evidence, we can proudly announce: Bir Çalgıcının Seyahati is not a translation but an original novel and a genuine Turkish work. (Tevfik 1945 , back cover of vol. 2; emphasis added)
The note further explains that the reason Bir Çalgıcının Seyahati "was easily believed to be a translation" was due to the fact that "the setting and all the characters in the novel are foreign." The note states that this was the case because "these [things] are actually the Turkish author's own observations." Since Tevfik "traveled and lived in various European countries for many years, he had the opportunity to experience and observe the cities, towns, villages, characters, and customs of the Western world." In addition to this, in his preface to the Atlas edition of Bir Çalgıcının Seyahati (see fig. 4 ), Çalapala (1972) noted that he "wanted to uncover the identity of the text's real author," i.e., Tevfik, who was presented as the translator. Çalapala's research, however, did not yield any significant information as to who Tevfik actually was (6). Çalapala wrote: transLogos 2019 Vol 2 Issue 2 Boy, Hülya, Positioning of Inter-and Intra-Lingual Translational Adventures It was Hüseyin Kitapçı, the owner of İkbal Kütüphanesi, who published the second and third editions of the book. During a conversation between us in 1933, he said to me, "There is no original for this book. Because books translated from foreign languages were in great demand back then, Mehmet Tevfik Bey wrote this book and presented it as a translation." 5 (5) (6) At this point, in the context of translation studies, the concept of "pseudo translation" may come to mind. Bir Çalgıcının Seyahati was, in fact, defined as "a pseudo translation originally written by Mehmet Tevfik in Ottoman script" (Tahir Gürçağlar 2008, 228) . In translation studies literature, the phenomenon of pseudo translation was first addressed by Anton Popovič through the concept of "fictitious translation" that he included in his classification of translation types (O'Sullivan 2011, 123) . It was later termed "pseudo translation" by Gideon Toury (1995) and used to denote "texts which have been presented as translations with no corresponding source texts in other languages ever having existedhence [with] no factual 'transfer operations ' and translation relationships" (40) . 6 Although we can talk about the existence of a fictitious source text formed in the mind of the pseudo translator during the production of the pseudo translation, the concept of pseudo translation is characterized by the nonexistence of any physical text serving as the source and establishing an assumed transfer relationship with the text being presented as a translation. As a matter of fact, "it is the character of pseudo translation as a reciprocal relationship between a present text and its sources, in spite of the apparent absence of the latter, that has gained ground in translation studies, in particular in Descriptive Translation Studies" (Rambelli 2009, 209). 7 The following statement in the aforementioned publisher's note "Bir Çalgıcının Seyahati Hakkında Bir İzah," on the other hand, is significant in the sense that it refers, for the first time, to the existence of a possible source text for Bir Çalgıcının Seyahati: "There is a small German book reminiscent of a small passage in the novel Bir Çalgıcının Seyahati. We cannot deny that the author could have been slightly inspired by this story." Still, it was strongly emphasized that this textual similarity by no means implied a translation relationship between Bir Çalgıcının Seyahati and the obscure German work mentioned: 5 Unless otherwise stated, all emphases are in the originals. 6 A case of pseudo translation in the Turkish literary and cultural system was first discovered by Işın Bengi-Öner who, in her pioneering study titled "Çeviribilim, Çeviri Kuramı ve Sözde Çeviriler" ([1990] 1999; translation studies, translation theory, and pseudo translations), revealed the status of Genç Kızlar (Young girls) by Nihal Yeğinobalı as a pseudo translation and provided an analysis of it within the context of translation studies. 7 For previous research on pseudo translation by Turkish translation studies scholars, see Alt 2008; Öztürk Kasar 2009; Tahir Gürçağlar 2010; Alimen 2010 Alimen , 2018 Boy 2018. transLogos 2019 Vol 2 Issue 2 Boy, Hülya, Positioning of Inter-and Intra-Lingual Translational Adventures
In addition to the fact that Bir Çalgıcının Seyahati is fifteen or twenty times longer than the German story, there is simply no connection between their titles. That is to say: the volume and titles, as well as the themes and details of both works, refute the claim that Mehmet Tevfik translated from that tiny book. (Tevfik 1945, back cover of vol. 2) After researching the German book referenced without further detail in the publisher's note, Çalapala (1972) 
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By the same token, providing a comparative analysis of the source and target texts, Based on all this, it can accurately be said that Bir Çalgıcının Seyahati has been categorized as a 'translation,' an 'original,' and a 'pseudo translation.' Assertions that Bir Çalgıcının Seyahati is not a 'translation' but an 'original' and that Tevfik is not the 'translator' but rather the 'author' are particularly based on the fact that, in comparison to Aus dem Leben eines Taugenichts, Bir Çalgıcının Seyahati has a much larger volume and includes different characters. Therefore, it has been concluded that the similarity between the two works is nothing more than 'inspiration.' Accordingly, clear boundaries were set to distinguish between 'translation' and 'original' / 'translator' and 'author' in the classification of Bir Çalgıcının Seyahati. What makes this dichotomy questionable is its possible association with a conception of translation that reduces the phenomenon to a mere linguistic transfer between the source text and the target text. Today, however, translation is defined as "no longer a phenomenon whose nature and borders are given once and for all, but an activity dependent on the relations within a certain cultural system," and "even the question of what is a translated work cannot be answered a priori in terms of an a-historical out-of-context idealized state: it must be determined on the grounds of the operations governing the polysystem" (Even-Zohar 1990, 51).
Similarities and Differences between Bir Çalgıcının Seyahati and Aus dem Leben eines Taugenichts
In her study titled "Özgünün Kökeni ve Çeviride Telif Hakları Meselesi" (The origin of the original and the issue of translation copyright), Banu Tellioğlu (2019) sheds light on the emergence of the hierarchy between 'original' and 'translation.' She places the issue in a historical context, emphasizing the fact that until the concepts of 'authorship' and 'originality' were established, "it was not commonly believed that there are distinct differences between a work produced by an author and a translated one" (137). In fact, for centuries, the line between 'author' and 'translator' remained blurred. 10 Within the medieval canon, for example, "translation served as an umbrella term that included many writing techniques such as adaptation, borrowing, expansion, reduction, compilation, and rewriting" (138) . Similarly, within the Ottoman tradition:
In the hybrid aesthetics and understanding of language found in Ottoman Turkish, as well as its appropriation techniques, the source text/target text distinction was blurred, and the difference between the two became ambiguous, with the target text turning into a kind of source. When source-target texts are compared, however, dissimilarity within the similarity (i.e., areas of originality) is also noticed. 11 (Paker 2014, 69) At this point, the positioning of Bir Çalgıcının Seyahati, presented without an author's name as a German to Turkish translation, necessitates consideration of the traditional text production practices in use during the Ottoman period when the work was produced. This portion of the study will examine the relationship between Bir Çalgıcının Seyahati and Aus dem Leben eines Taugenichts. This textual examination particularly draws on examples which conceivably paved the way for arguments in favor of defining the relationship between the two texts as 'inspiration' rather than 'translation.' The three examples below will demonstrate, though, that the former may not (even does not) necessarily rule out the classification of Bir Çalgıcının Seyahati as an 'interlingual translation' within the context and tradition it was constructed in. In fact, in general, the work seems to feature what Saliha Paker (2014) calls "dissimilarity within the similarity" or "areas of originality," (69) which is an inherent characteristic within the Ottoman text production practices of that era. 10 For a study contextualizing the relationship between the East and West, translatorship and authorship, and translation and original in the Turkish literary and cultural system, see Karadağ 2019. 11 For more on the topic of the Ottoman understanding of translation, see also Demircioğlu 2005 Demircioğlu , 2009 The first example below is excerpted from the beginning of the texts. In this example, the common theme of 'inspiration' is the protagonist's being "good-for-nothing." This theme, directly referred to in the title of the German text, marks the beginning of the protagonist's adventures in both texts. 12 In this example, the protagonist-"Alfred Müller" in Bir Çalgıcının Seyahati and an anonymous character in Aus dem Leben eines Taugenichts-is thrown out of the home by his father who calls him "good-for-nothing." In both texts, this happens while the protagonist is sitting on the doorstep doing nothing: which annoys his father. One noteworthy point of difference is that, in Bir Çalgıcının Seyahati, the father emphasizes that "Alfred Müller" has 12 In this part, the excerpts are shown in three columns: Bir Çalgıcının Seyahati (1945; Semih Lûtfi edition) which served as the point of departure for this study, Bir Çalgıcının Seyahati (1926) , and Aus dem Leben eines Taugenichts (1826), respectively. 13 Unless otherwise stated, the emphases in the excerpts are mine. 14 I owe special thanks to Osman Çeviktay for his support in transcription of the excerpts from the 1926 Ottoman script edition of Bir Çalgıcının Seyahati. transLogos 2019 Vol 2 Issue 2 Boy, Hülya, pp. 70-101 (Re)Positioning of Inter-and Intra-Lingual Translational Adventures turned "eighteen," which means he is no longer a child and can take care of himself. In Aus dem Leben eines Taugenichts, there is no reference to the age of the protagonist. In the next part of this scene, "the violin," which is hinted at in the title of the Turkish work, stands out as a significant image. In both the Turkish and the German text, after hearing his father's words, the protagonist picks up his violin and starts off. More importantly, in the German text, the father gives him some money before he leaves home, while in the Turkish text, he cannot even ask for money from his father (who is actually not poor). Therefore, it can be argued that a relatively harsher father figure is created in the Turkish text (see Eichendorff 1826, 4; Tevfik 1926, 4 [fig. 6 ]; Tevfik 1945, 1:4) .
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Example 2
In the second example, the 'inspiration' is found in the "carriage" scene involving the protagonist's first encounter with two women. In this scene, the traveling protagonist comes across two women on a carriage ride and gets invited into their carriage. This example is significant because, in both texts, the story unfolds around the subsequent experiences of the protagonist as he chases the younger of these two women, with whom he falls in love. delightful carriage [. . .] drew close to me, and two noble ladies poked their heads out of the carriage and listened to me. One of them was especially beautiful and younger than the other, but I actually liked both of them.
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[. . .] "Jump up behind the carriage, we are also going to W." [. . .] , the coachman flicked the whip, and we flew over the shiny street so fast that the wind was whistling round my hat.)
In the relevant scene, certain parts of which are excerpted here, the similarity between the two texts is reflected particularly where the two women praise the protagonist for his ability to play the violin and sing beautifully. They talk between themselves in a foreign language which the protagonist does not understand and then invite him to accompany them.
He accepts their invitation and climbs onto the carriage, which then gallops away towards the "chateau." In the German text, when asked where he is going, the protagonist replies "to W." (Wien), but in the Turkish text, he says he actually does not know where to go. Later, though, the protagonist and the two women set off for Wien.
Example 3
When the texts are compared, the "chateau" can also be seen as providing thematic 'inspiration.' The excerpts in the third example are taken from the section where the protagonist and the two women arrive at the "chateau" at the end of their carriage ride. In this example, the German text describes the "chateau" as "prächtig" (splendid), and the Turkish text describes it as "süslü" (ornate) and "büyük" (large), as well as associating it with the "konak" (mansions) within the context of the target culture. Furthermore, in both texts, the former "fare collector"-whose name is "Tom" in the Turkish text but who remains unnamed in the German text-had died a short while ago and left his position vacant.
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Therefore, after being asked if he knows how to read and write, the protagonist is appointed as the new "fare collector" of the "chateau" (see Eichendorff 1826, 16-17; Tevfik 1926, 51-52 [ fig. 9 ]; Tevfik 1945, 1:34) .
A thorough analysis of the textual examples, including but not limited to the ones provided here, leads to the conclusion that Tevfik produced Bir Çalgıcının Seyahati as an 'interlingual translation' by making use of the Ottoman text production practices common among authors of the time who used "additions, omissions, and enrichment from different sources, at their own discretion" (Paker 2014, 43) . That is, they produced works "from the sources they had, using a variety of methods and resorting to alterations" (44). Paker also underscores that "in time, the texts the authors produced through these means ended up serving as source texts for others" (43). It can reasonably be claimed that Tevfik's transLogos 2019 Vol 2 Issue 2 Boy, Hülya, pp. 70-101 (Re)Positioning of Inter-and Intra-Lingual Translational Adventures 'interlingual translation,' Bir Çalgıcının Seyahati, itself served as the source text for an 'intralingual translation.' Given that, the work will be analyzed from the standpoint of intralingual translation in the following section of the study.
Bir Çalgıcının Seyahati within the Context of Intralingual Translation
Claims
In addition to the claim that Bir Çalgıcının Seyahati "is not a translation but an original novel," the aforementioned note from the publisher includes this second assertion:
Semih Lûtfi owns all rights to the novel Bir Çalgıcının Seyahati. Despite this, some have not shied away from taking credit for publishing this sizeable work in a ridiculous form: reducing it to less than one fifth of its original size. This miniscule book, with its arms and legs ripped off is allegedly a translation from the original of the work! Yet there is neither an original of the work, nor does this claim have any grounds... Furthermore, the ridiculous book created by cutting and trimming the text of Bir Çalgıcının Seyahati (printed in full by our publishing house) has turned out to be a peacock plucked of its wing and tail feathers. (Tevfik 1945, back Regarding the method followed in the preparation of the lists included in the bibliography, the following statement was made: "We took into consideration only the first edition of each work and did not add the other editions of the same work belonging to the same translator and publishing house to the list. Apart from this, in cases where the same work was translated by a different translator or published by a different publishing house, the related work was added to the list as a new one" (Öncü 2017, 7) . In this entry, however, the given publication year corresponds to that of the third edition of Tahir's work. 16 introducing the novel anonymously serialized between July 7, 1940 and April 1, 1941, they praised its "amusing,"
"entertaining" nature, as seen below:
In these black wartime days when distressing war news and harrowing propaganda pitches destroy all joy and cheer, Bir Çalgıcının Seyahati will be welcomed by readers of every sort with delight, interest, and laughter, helping them forget the sufferings of transLogos 2019 Vol 2 Issue 2 Boy, Hülya, pp. 70-101 (Re)Positioning of Inter-and Intra-Lingual Translational Adventures the universal disaster for at least a little while. Bir Çalgıcının Seyahati is a work which amused and entertained a wide audience, aroused interest and appreciation for its moral value when it was published thirty years ago. Today, by permission of the publisher, Yeni Sabah is serializing Bir Çalgıcının Seyahati. The hilarious adventures in this serial will make you burst into laughter and ponder the characters' antics with delight from beginning to end. Start reading, and you will automatically understand just how true our claim is. (Yeni Sabah, 1) The text produced by Tahir, who was apparently ashamed of being known as a translator/author of popular literature, was also identified as a "revis[ion]" of the "pseudo translation originally written by Mehmet Tevfik in Ottoman script" (Tahir Gürçağlar 2008, 228) . Şahin (2005) Gündüz (2017) also stresses that Tahir performed "the adjustment and transfer, not actually from German, but from Mehmet Tevfik's book." He asserts that what Tahir did was "shorten"
and "condense" the text, make additions and changes, and replace old words with new ones (39). These are the claims which necessitate an analysis of the relationship between the two works within the context of intralingual translation.
Similarities and Differences between Kemal Tahir's and Mehmet Tevfik's Texts
Considering the predisposition of Tahir's effort to "increase the dose of humor" (Gündüz 2017, 39) , as well as his ideology-driven additions, omissions, and changes throughout the text, it does not seem possible to regard the text he produced as a "summary" (Çalapala 1972, 5) certain support group and its lifestyle" (Lefevere 1992, 16 [. . .] -The length of your hair, the size of your belly, and the cross hanging in that corner are enough to reveal that you are a priest.)
In this example, by turning the "priest" into a "carpenter," Tahir transfers the goodwill mission of the "priest" to the "carpenter," who becomes the character who opens up his house to "Alfred Müller" and "Frederih Şüller," welcomes them with open arms, provides them with food, and refuses the money they offer in return for his help. The "cross" mentioned in transLogos 2019 Vol 2 Issue 2 Boy, Hülya, pp. 70-101 (Re)Positioning of Inter-and Intra-Lingual Translational Adventures Tevfik's text was translated as "carpenter's tools" by Tahir, in keeping with his decision to translate "priest" as "carpenter." Finally, while the "priest" is characterized by "kindheartedness" and "generousness" in Tevfik's text (see Tevfik 1926, 400 [fig. 11]; Tevfik 1945, 1:247) , Tahir attributes these characteristics not to a "priest" but to a "carpenter" (see Tahir 1937, 104) .
Example 2
The second example is an excerpt from the part where "Alfred Müller," about to be married to a girl from the village against his will, eludes the "priest" and the village folk by fleeing. In this example, it is clear that Tahir preferred to translate the reaction of the "priest" so that he turns out to be, not a soother, as in Tevfik's text, but a provoker: urging the others to go after "Alfred Müller" and kill him. He thereby portrays the "priest" as a ruthless person.
Bir Çalgıcının Seyahati
In general, Tahir's decisions in other parts of the book, including references to the qualifications of a "priest" such as being wise, instructive, and guiding, are also in line with the ones depicted above. For instance, where the good features of a "priest" are mentioned, Tahir chose to translate "priest" as "teacher" (see Tevfik 1926, 3 [fig. 13]; Tahir 1937, 3; Tevfik 1945, 1:3) or made omissions so as not to mention a "priest" at all (see Tevfik 1926, 11 [fig. 14] ; Tahir 1937, 5; Tevfik 1945, 1:8) . These examples show that the exaggeration in the intralingual translation here is predominantly surrounding the "priest" figure which is portrayed positively by Tevfik but either translated negatively or eliminated altogether by Tahir.
Example 3
The third example is from the scene where, in Tevfik's translation, "Alfred Müller" is being clumsy while eating at a restaurant together with his friend "Frederih Şüller." As he tries to use a fork, which he finds difficult, he suddenly drops the whole chicken from the fork onto the In Tahir's text, the person creating the scene is not "Alfred Müller" but "Frederih Şüller." While "Frederih" is trying to stick the fork into it, his chicken flies off his plate and into the lap of a "madam" sitting at an adjacent table. Tahir likely thought the event would sound 'funnier' to the readers recounted this way. The excerpt below includes the response by "Alfred Müller" during a quarrel with a man who asks "Alfred" to excuse his wife's words because she is still "almost a child."
Tahir's translation of this scene provides another example of his alterations to the text for the purpose of introducing 'humor.' What especially stands out in this example as evidencing the translator's decision to make the text sound 'funnier' is the fact that Tahir found it appropriate to translate the part where the woman's estimated age is mentioned by using slang expressions such as, "they are openly fobbing off the aged dame as young on us" and "spin that yarn to someone else, your wife is easily over forty and pushing fifty."
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These two examples demonstrate that Tahir's exaggeration in the intralingual translation arguably results from the expectations of the publisher who wanted him to produce, not only a "simplified" and "abridged" text (Çalapala 1972, 5) , but also a more 'humorous' one.
In summary, the inter-and intra-lingual translations of Bir Çalgıcının Seyahati display both different forms and degrees of manipulation within translator decisions as well as their transLogos 2019 Vol 2 Issue 2 Boy, Hülya, pp. 70-101 (Re)Positioning of Inter-and Intra-Lingual Translational Adventures possible motivations. 19 While the work's interlingual translational adventure analyzed in the previous section seems to portray manipulation shaped primarily by historical and contextual factors, its intralingual translational counterpart analyzed in this section can be said to represent manipulation grounded in the translator's ideology and the "status component" of "patronage" (Lefevere 1992) . Lefevere (2014) points out that "acceptance of patronage may simply mean integration into the lifestyle of a support group or subculture, which certainly need not always be described in terms of an élite" (227) (228) . Through this acceptance, "the writer achieves a certain position in society," which is known as the "status component" of "patronage" (Lefevere 1982, 6) . Acting out of what were, arguably, economic concerns, Tahir may have accepted the publisher's patronage and, therefore, crafted the intralingual translation of Bir Çalgıcının Seyahati with a higher degree of humor. That being said, it should also be acknowledged that when Tahir was commissioned by the publisher, he was assured that the work would not bear his (real) name: a fact confirmed by his letter to Fatma İrfan Serhan and by Çalapala's statements. On the other hand, it also seems clear that, within the publishing community, his name was already associated with popular/low literature, which may have led the publisher to turn to him for the job in the first place. This, in turn, made him act in line with the expectations placed on him as a writer of "stories, jokes, and novels (!) for Karikatür magazine" who was "gifted for comedy rather than tragedy" (Serhan 1979, 184) . Taken together, these factors seem to have resulted in the aforementioned "fait accompli" (Çalapala 1972, 5) by the publisher. By accepting patronage, Tahir confirmed his status as a translator/author of popular literature-which he seems to find discrediting-as observable in his words below:
I have completely gotten used to my new shell. I have simply become a "funny man." We humans get used to anything. Recently, we have been preparing a series of crime fiction and cinema novels together with Nâzım [Hikmet]. In the meantime, I have to produce a series of funny novels on my own. (Serhan 1979, 184) 
Concluding Remarks
In this study, the work titled Bir Çalgıcının Seyahati, which was originally presented to the Turkish literary and cultural system as an 'interlingual translation' and later served as the source text for an 'intralingual translation,' was analyzed within the context of its translational adventure. It can be suggested that the arguments surrounding the work attributed to Tevfik as 'translator' point to an existing perception of the nature of 'translation' and 'original' as binary oppositions. While there are studies in which Tevfik's work was analyzed and categorized as an 'interlingual translation' from German into Turkish (Şahin 2005; Şahin 2012; Öncü 2017) , Bir Çalgıcının Seyahati was also classified as a "pseudo translation" (Tahir Gürçağlar 2008, 228) . Technically defined, the concept of "pseudo translation" includes the absence of any "corresponding source texts in other languages" serving as the basis for the text presented as translation and, thus, the absence of any "factual 'transfer operations' and translation relationships" (Toury 1995, 40) . Nevertheless, in the case addressed in this study, it is obvious that Eichendorff's work, Aus dem Leben eines Taugenichts, served as a source text for Bir Çalgıcının Seyahati. A historical perspective on the concepts of 'translation' and 'original' could provide insight into the controversy surrounding the classification of Bir Çalgıcının Seyahati by accounting for a different understanding of "terceme" and "te'lȋf" in the period when the work was first introduced to the target system and the concepts of "translation" and "original" today (Paker 2014) . Bir Çalgıcının Seyahati was presented to the Turkish literary and cultural system for the first time during the reign of Abdul Hamid II , 34th Sultan of the Ottoman Empire. While the boundaries between "terceme" and "te'lȋf" were blurred within the Ottoman period, today, "translation" and "original" are widely viewed as being in binary opposition (Paker 2014, 38) .
Therefore, it can be argued that the diverse positionings at play in the case of Bir Çalgıcının Seyahati are linked to this distinction.
In her study "Terceme, Te'lȋf ve Özgünlük Meselesi" (The issue of terceme, te'lȋf, and originality), Paker (2014) notes that, within the Ottoman tradition, "te'lȋf is a work which is based on a source or sources deemed mostly foreign; it may be partly terceme or partly produced with the contributions of the author." On the other hand, "original, in the contemporary sense, is a work accepted to have been produced entirely by the author on her/his own" (38). Paker agrees with Agâh Sırrı Levend's recommendation that to "prevent young generations from confusing the two traditions of transfer, one of which is old and the other new/modern," it's important to note that "in our old literature, 'terceme' bears a broad meaning going beyond 'translation' in the contemporary sense" (41). She says that "terceme does not amount to 'çeviri' ('translation')" and regards "çeviri" ("translation") as "an transLogos 2019 Vol 2 Issue 2 Boy, Hülya, Positioning of Inter-and Intra-Lingual Translational Adventures insufficient term separated from the tradition it belongs to" (68). She goes on to explain how "terceme" "goes beyond 'çeviri' ('translation') in the contemporary sense" as follows:
Terceme included both a "word for word" transfer from one language to another and the production of a text by reduction or expansion through following the source text to some extent while also tapping into either the personal views of the translator or other sources (i.e., a tradition of rewriting). The traditional Ottoman understanding of terceme, which pointed to a difference or shift from the source text and included a wide range of rewriting practices, was different from the modern understanding of çeviri (translation), which involves the dominant/canonized norm of 'absolute faithfulness to the source text. ' (42) In light of this information, the relationship between Bir Çalgıcının Seyahati and Aus dem Leben eines Taugenichts can be associated with "terceme" as part of the text production practices the target text is related with. Accordingly, Tevfik produced the translation titled Bir Çalgıcının Seyahati in the early twentieth century, tying his work to the source text "by certain relationships, some of which could be regarded . . . as necessary and/or sufficient" (Toury 1995, 35) 
